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INTRODUCTION 


Printing books with movable metal types was first practised in the Far East. In Europe 
the rather different method brought into use in the middle of the fifteenth century was, 
so far as is known, an independent invention probably made by Johann Gutenberg of 
Mainz. Two large, impressive books were soon produced in Mainz, the ‘42-line’ Bible, 
c. 1455, and the Psalter, with decorative initials precisely printed in two colours, which 
Johann Fust, Gutenberg’s former partner, and Peter Schoffer, a calligrapher, published in 
1457. In the next twenty years the new craft spread rapidly to other German towns and 
other countries including Italy, France, the Netherlands, Spain, and England, where 
William Caxton began printing in 1476. 

In letter design and lay-out ‘incunabula’ {i.e. books printed in the fifteenth century) were 
modelled at first on contemporary books in manuscript. The resemblance to manuscripts 
was accentuated by the habit of still drawing and colouring decoration by hand [cf. plates 
4 & 5]. But illustrations in incunabula were usually reproduced from woodcuts [plate 8] 
(to which colour, however, was sometimes added by hand), and after 1470 decoration, 
too, was often supphed by woodcut initials, borders [plate 7] and printers’ marks. Many 
incunabula, like most manuscripts, had no title-page; information that is now included in 
the title-page might be printed instead on the opening-page [plates 2 & 5] or at the end 
of the text in a colophon [plate 6], or was altogether omitted. 

As book-hands were numerous and differed widely, types were comparably diverse and 
incunabula consequently have unusual variety in appearance. In Northern Europe and 
Spain ‘gothic’ types, based on medieval book-hands and characterized by angularity, pre¬ 
vailed; in Italy ‘roman’ types, based on the humanists’ calligraphy [plate 4] and charac¬ 
terized by roundness, long ascenders and descenders, and finishing-strokes called serifs [see 
diagram], were preferred for the literature of the Renaissance. Roman types were also 
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occasionally used in other countries, particularly in Germany after 1490. The principal 
gothic types were: textura, a formal, prominently angular letter [plate i]; fere-humanistica. 
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which had roman tendencies, but lacked serifs, and which was quite frequently used in 
Germany until about 1485 [plate 2]; rotunda, the curved form of textura current in Italy 
and Spain [plate ii], which towards the end of the century became the most populaf 
letter in Northern Europe [plate 6]; and the hastardas, in which vernacular literature was 
printed, and which were based on cursive, local scripts distinguished by tapering descenders 
and a one-storeyed ‘a’ (a), e.g. the vigorous French lettre batarde [plate 10]. At the end of 
the fifteenth and the beginning of the sixteenth century the medieval style in typography 
culminated in the attractive Books of Hours published at Paris in lettre batarde with wood- 
or metal-cut borders intensively elaborated as in manuscripts [plate 3]. 

In the last thirty years of the fifteenth century at Venice, the chief centre of printing in 
Italy, typography developed, particularly in publications by Nicolas Jenson, Erhard Rat- 
dolt, and Aldus Manutius, in the Renaissance style in roman type. Jenson, a Frenchman, 
printed (1470-80) in a ‘Venetian’ roman in which his best pages have a monumental look; 
distinctive features of this letter are the equal height of capitals and lower-case ascenders 
and the diagonal cross-bar of the ‘e’ [plate 5]. Ratdolt, a German who afterwards worked 
in Augsburg [plate 6], printed books that are remarkable for the unity and admirably tight 
lay-out of type, woodcut borders and initials, all possibly designed by Bernhard Maler 
(Pictor), his partner (1476-78) [plate 7]. More condensed types than Jenson’s, later to 
be the pattern throughout Europe, were cut by Francesco Griffo about 1494 for Aldus 
Manutius, an Italian humanist turned printer-publisher; the capitals are not so tall as the 
lower-case ascenders and the cross-bar of the ‘e’ is horizontal. This roman was used, with 
a different set of capitals, in the Hypnerotomachia Poliphili, 1499, famous for the harmony 
between its typography and woodcut illustrations [plate 8]. In place of the colourfulness 
of closely adjacent lines of black, gothic types, the fundamental merit of roman was order¬ 
liness, to which broad foot-serifs contributed by acting as terminals demarcating one letter 
from another, rather than, as in some humanist manuscripts, strokes inclined towards the 
following letter [cf. plates 4, 5 & 8]. Over the centuries, however, a few printers, without 
abandoning the principle of order, have contrived to produce books in roman that give 
aesthetic pleasure through the skilful disposition of type and ornament well designed, cut, 
and printed. 

During the sixteenth century, roman types and Renaissance ornament spread from Italy 
to become the dominant European style. But gothic types were not completely superseded, 
and in Germany gothic continued to be the standard letter. Sometimes the two styles, 
medieval and Renaissance, were brought together, as in an Elizabethan building, in one 
book [plate 13]. In addition to roman types, another feature of book production to be 
established in the sixteenth century was the title-page containing the information that is 
now customary; title, author’s name, and imprint (i.e. place and date of pubhcation, and 
name of publisher). Variety in title-pages, which in typography are comparable in importance 
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to facades in architecture, is particularly noticeable in this period, and extended from 
those with print only to those with print accompanied by metal rules or ornaments 
(‘printers’ flowers’) [plates 15 & 24]; or accompanied by woodcut illustrations or decora¬ 
tions, such as heraldic devices, in which designers in Spain excelled [plate ii], calligraphic 
initials ornamented with grotesque faces [plate 10], and printers’ marks [plates 10, 20 & 24]; 
or by wood- or metal-cut borders, which in turn might be pictorial, architectural [plate 
12], or decorative [plates 13, 15 & 23]; or by combinations of these elements [plates 10, 
15 & 24]. In the second half of the century the vogue set in for title-pages with engraved 
borders, on which the lettering might also be printed from the copper-plate [plate 25] or 
else separately from type. But the sixteenth century is above all the period when, by means 
of beautiful roman and italic types used in conjunction with initials, borders, head-pieces 
, [plate 21] and fleurons [plate 22], advantage was taken, at Paris and Lyons especially, of 

the decorative possibilities in typography. 

Innovations in type design in the first quarter of the century were derived from cursive 
calligraphy. In Venice Francesco Griffo, the type-cutter of the Aldine roman, also cut the 
first italic, a cramped-looking letter, economical of space, in which Aldus began to publish 
pocket-editions of the classics in 1501; modelled on informal, humanist cursive script, it 
had a sloping lower-case and, like nearly all early italics, upright roman capitals [a copy of 
k the Aldine italic is illustrated, plate 18]. In Rome in the 1520s the writing-master, Lodovico 

degli Arrighi, printed in an ampler, graceful italic, which was copied from his own formal, 
humanist cursive script, and which was perhaps more influential than the Aldine in the 
design of later italics [de Colines' version of Arrighi’s italic is illustrated, plate 16]. Initially, and 
continuing through the century, entire texts were printed in italic, which only gradually 
came to be mainly an auxiliary to roman. A new gothic type, Fraktur, an arresting design 
with distracting flourishes, copied from a bastarda hand, first appeared in 1513 at Augsburg, 
and after 1550 replaced Schwabacher, also a bastarda, as the principal letter in Germany 
[plate 14]. 

From about 1510 to 1535 distinction was given to books published in Augsburg, Strass- 
burg and other towns in Germany, and also in Basle, by borders and initials designed in 
the Renaissance style, with the addition sometimes of a sense of German excitement, by 
numerous artists, including Hans Weiditz, Daniel Hopfer [plate 13] and Hans Holbein the 
' Younger [plate 12]. At Paris in the late 1520s a lighter style of Renaissance ornament was 

introduced by Geofroy Tory, designer of illustrations, borders, initials, and bindings, 
printer, and author of Champ fleury, 1529, in which he discussed the construction of roman 
capital letters [plate 17]. In the early 1530s new roman types, matching Tory’s style of 
decoration, appeared in books printed in Paris, including the publications of Simon de 
Colines and his stepson, Robert Estienne, who were also largely responsible for popularizing 
^ italic there. These types, which have been traditionally associated with the name of Claude 
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Garamond, type-cutter of the French grecs du roi, were copied from the roman cut by 
Griffo for Aldus at the end of the fifteenth century. Whether Jenson’s still earlier roman or 
that us^ by Aldus is preferred, the finely engraved Garamond copies of the latter ar^ 
unusually pleasing and harmonious types [plates 9, 15 & 18]: they were given particularly 
effective display through the practice of printmg on title-pages in the larger sizes of the 
lower-case [plate 20]. Garamond roman went well with arabesque ornament [plate 18] and 
Mannerist illustrations; an interesting contrast may be made between the Hypnerotomachia 
of 1499 in Italian style and the translation of 1546 with its sophisticated, French modifica¬ 
tions in typography, including the more elegant comma, and illustration [plates 8 & 9]. 

At Lyons in the middle of the century Jean de Toumes, working in a more robust style 
than that, for example, of the Parisian Hypnerotomachie, produced books that are unsur¬ 
passed in decorative quality. To careful presswork he brought skilful disposition of a stock 
of material that included woodcut illustrations by Bernard Salomon; arabesque initials, 
borders, head-pieces and fleurons; Garamond roman; and mobile-looking italics perhaps 
all cut by Robert Granjon, in which sloped upper- and lower-case letters were successfully 
combined [plates 19-23]. Granjon also produced small printers’ flowers that could be 
formed into arabesque patterns; the vogue for this method of book decoration started at 
Lyons about 1560 [plate 24]. 

The combination of Garamond roman and Granjon italic became the fashion in Europe, 
and continued in use until the eighteenth century. But in the last thirty years of the sixteenth 
century the high standards of the preceding period were not maintained, although there 
were still able printers, including Christophe Plantin at Antwerp. The decline was more 
marked in the seventeenth century, not only in taste, but in technical performance. Various 
social reasons have been suggested for this decline; it may also be, however, that the baroque 
style was not well suited to expression in typography. Whether or not it can be discerned 
in title-pages crowded with lines of heavy capitals in a medley of sizes, and in new types, 
such as the bold-looking variations on the Garamond-Granjon designs cut by Christoffel 
van Dyck of Amsterdam in the middle of the seventeenth century [plate 26], it was where 
naturalistic representation was possible, in floral or pictorial initials [plate 26] and vignettes, 
in engraved illustrations, and in engraved title-pages with massive architectural borders and 
opulent human figures [plate 25], that the baroque spirit clearly manifested itself in book 
production. 

The classicist spirit of the period may also be seen in typography. In 1640 Cardinal 
Richeheu founded the Imprimerie Roy ale, but it was not until the 1690s that bureaucratic 
organization of the arts under Louis XIV was extended to type design. The result was 
remain du roi, cut by Philippe Grandjean, in which a magnificent book predominantly in 
the classicist style, Medailles sur les principaux evenements du regne de Louis le Grand, was pub- 
hshed in 1702 [plate 27]. This letter was a new design in typography, drawing, it seems, on 
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calligraphy and engravers’ lettering, and distinguished by abrupt modelhng, vertical in¬ 
stead of diagonal stress, e.g. in the ‘o’, and flat, unbracketed serifs, which further increased 
the horizontal emphasis by projecting on both sides at the top of b, d, h, i, j, k, and 1. 
These projecting serifs were probably royal proprietary marks; the purpose of the flick on 
the left side of the ‘ 1 ’, however, was apparently to differentiate it from the ‘I’. 

Abrupt modelling, vertical stress, and flat, unbracketed serifs, if sufficiently developed, 
are the distinctive characteristics of ‘modem-face’ as opposed to ‘old-face’ types [plates 
28 & 29]. But the transition from one style to the other only graduaUy took place in the 
eighteenth century; change at first is rather to be perceived in more careful presswork and 
more open lay-out. In the 1720s the first English contribution of importance in type design, 
William Caslon’s roman, in which the letters combined pleasantly and inconspicuously, 
was still in the Dutch old-face tradition [plate 28]. In the middle of the century Pierre 
Simon Fournier in Paris and John Baskerville in Birmingham designed different ‘transi¬ 
tional’ romans, i.e. a letter with modem-face tendencies, which were less developed, 
however, than in the earlier romain du roi [plates 30 & 33]. Through his decorated capitals 
and printers’ flowers, with which a large variety of patterns could be formed, Fournier, a 
typefounder, provided a demonstration of printing in a charming, but symmetrical, rococo 
style [plate 31]. Against the contemporary taste for illustrated books decorated with en¬ 
graved or woodcut initials and vignettes [plate 34], BaskerviUe, formerly a writing-master 
and engraver of tombstones, relied mainly on correct lay-out and brilliant impression of 
his roman, a wide-looking letter of some individuality, e.g. the large bowl of the ‘a’ and 
the broken tail of the ‘g’; in his simple title-pages composed in capitals [plate 32] he was 
anticipated in the 1740s by the Foulis brothers of Glasgow. 

Fully developed modern-face types, neo-classical in uniformity of design, date from the 
1780s. The foremost exponents of modem-face typography, in which the heavy vertical 
strokes stood out in strong contrast to fine white paper with large margins, a contrast only 
slightly moderated by the thin strokes and hair-line, horizontal serifs, were the Didots in 
Paris and Giovanni Battista Bodoni in Parma. At first an imitator of Fournier’s decorative 
style, in the late 1780s Bodoni printed in early modern-face types, in which with ‘swash’ 
italic capitals, but without ornament, he could impart a sense of delicacy [plate 35]. He was 
rivalled in skill during the first half of his career by Joaquin Ibarra in Madrid, particularly 
in a Sallust, the larger part of which was in a caUigraphic italic [plate 34]. In the 1790s and 
early nineteenth century Bodoni’s types were heavily modelled [plate 29] and his books, 
although sumptuous in quality of paper and workmanship, were severely simple in style; 
ornament was usually eschewed. The Didots produced similar imposing books [plate 40], 
perhaps without quite equalling Bodoni’s subtlety in, for example, the expressive arrange¬ 
ment of title-pages [plates 36 & 37]. In England well-printed books, in versions of Basker¬ 
ville’s transitional roman, were published at the end of the eighteenth century by William 
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Bulmer [plate 38] and Thomas Bensley. It was also the time when italic was finally sub¬ 
ordinated to roman, especially by the Didots, through the removal of irregularities of 
inclin^on resulting from the cursive origin of the strokes, and by the substitution, in some 
instances, of roman serifs in the lower-case. 

The nineteenth century is notable for technical inventions in printing, including the 
steam-press, rather than for rare typographical merit. Modem-face types were excessively 
modelled and the Romantic style, like the baroque, was more satisfactorily expressed in 
illustrations than in print. In the middle of the century the revival of old types and styles 
of lay-out and decoration was begun in England by William Pickering, the publisher, and 
Charles Whittingham, his printer [plate 39], and in France by Louis Perrin. Archaism 
reached its height in the ornate books printed by hand at William Morris s Kelmscott 
Press in the 1890s. Morris’s types, especially the roman, may be criticized as insensitive in 
comparison with their fifteenth-century prototypes, but his gothic [plate 41: cf. plate 2] 
combined well with his decorative initials and luxuriant borders; some of the borders, 
with their clarity of detail, are perhaps his happiest designs in book production [plate 41: 
cf. plate 7]. Morris’s importance in stimulating interest in typography even among printers 
working with power-driven presses in a totally different style, has frequently been stressed. 

In the twentieth century the imitation and revival of old material and styles has been 
continued in publications by private presses, particularly in this country [plate 42: cf. 
plate 5] and the United States of America, and also in commercial printing, for which 
versions of types of all periods have been made available; the present text is printed in 
Bemho, a revived form of the Aldine roman. There have also been new designs including 
the sans-serif types by Edward Johnston used in the London Transport services, Eric Gill’s 
sensitive Perpetua [plate 43], and Mr Stanley Morison’s ‘twentieth-century modern-face’ 
letter in which The Times newspaper is printed. After the First World War a simpler, more 
compact style of lay-out [plate 45: cf plate. 37], sometimes with decoration [plate 46], may 
be observed, and the sans-serif, sometimes asymmetrical, netie Typographic, related to con¬ 
temporary architectural forms and especially suitable for advertising, was worked out in 
Germany [plate 44]. Many well-produced books have been pubhshed in this century, 
although perhaps only a few deserve comparison with the differing achievements of Jenson, 
de Toumes, and Bodoni. 


6 







f 


SELECT BIBLIOGRAPHY 


Berlin: Reichsdruckerei. Druckschriften des XV. his XVIIL Jahrhimderts, ingetreuen Nachbil- 
dungen. Berlin, 1884-87. 

Bertieri, R. L!arte di Giambattista Bodoni. Milan (1914). 

The Fleuron: A journal of typography. 7 vols. London, Cambridge, 1923-30. 

Johnson, A. F. One hundred title-pages, 1500-1800. London, 1928. 

Johnson, A. F. Decorative initial letters. London, 1931. 

Johnson, A. F. Type designs: their history and development. London, 1934. 

Morison, S. Four centuries of fine printing, 1500 to 1914. London, 1924. 

Morison, S. German incunabula in the British Museum. London, 1928. 

New York: Limited Editions Club. The Dolphin. No. III. A history of the printed book. 
Ed. L.^C. Wroth. New York, 1938. 

Updike, D. B. Printing types: their history, forms and use. 2nd ed. Cambridge, U.S.A., 1937. 


✓ 


7 










I 


The dimensions of the Museum’s copy of each page are given to the nearest 
half-inch. An asterisk denotes that part of the page is not reproduced. 







turfmattaWfb’ofiljaliati- 

ittntulintptrtoturnialtttr* 

©oraimrapamapofttrint* 

tati 8 .altrotiraro 3 ntroims> 

raun^ttim* 
uttromrfii 
faiitrariraa 

_ rSraba bfio 

qat bana tribatt aiibi>Ps«^rq$ 
qao bSt abltatfniia mt in Ratal. 



afimnoantrttsrariftnamanir. 
•T'Scuarntf rptran^ ©fo 
<*/rtufomtulD:altftojpf^ 
dustottocatioib’noltns: tt 
qmaontttnaplpottl^mot^ 
tails tnMtaa^aauiibu 
pram tut.pt IP tinpiraiMB 
ipgpatlptulatttuolutatttl^ 
^I^^attlotplactapl^pt^to. 
Uto tpfebtllobis apn.i.llp. 
^t)arlirppl:©fP5 tba^ 
Vf>A rlta8tlt.KPb8taipa^ 
rulttbarita8btiiP0bls:(}ip 
ftbuQiPpPlptPitiiiPirttltua 
lPtPubu.Ptpluatu^QtP.3fp 
bottitrbantasrpoppipoa 
bllt£enptu8btp.rtbpipip(ii 
piioiblltjtltP08.fpiiritbbu 


axxjiii 

rpujpitiatiopf jipttfs pfi 0 . 
Cbarinttppribrbilttltpos: 
^uosbtbftplpuirfblllpm. 
iDtuptpiopiblt0Pir.&lbl« 
llpatPusinuitt.btP5!Pobl8 
ipaufKitbamaetlualPPO 
blagfmatft.^PbociPttlb^ 
ptpiua. pm IP to piautpiua. 
)iprtlPPObta:q»btrpuruQ 
btbitPobla.<ftPoaoibltPPS 
)ttlhbtapiur:puop|gpattt 
tplbtfibuotpraluatoittpipt 
bl.] 0 uilbPlPtoPft(ru 8 eitrit 
piPltQiat&fillpabtPltpaia 
toptaptt^lpftlbto. (Etpoa 
coppoulpi^tttrtblbipi^tba^ 
ntatlqpgbabttbtualppo^ 
bia.©tpatbantaatft.^pul 
tpapttttbantatt.iPttotpa« 
ntwbtpaiPto. 3 fPborptr' 
ftftatfttbantaapobiffP.Pt 
bbutlibabtaip^lpbltlubl^ 
tti:pulafltutlllttft.iPoafu^ 
tpuaipbottpfilp.'ctpimps 
tftitbarltatt.rtbgftttaiba^ 
ritaafbiaatpittitntPoif.piu 
tiptot ptpababtt. ]0uiaut! 
tlpmtofitftgftttualptbari^ 
tatt.s0oa trso billpaip*’ itu: 
quopi0 iprt pilot bilttltpos 

&l(pilabittntpPoipabill^ 

t 


I. Missal. Bamberg, J. Pfeyl, 1507. Textura type printed in red and black with large capital letters 
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3. Horae. Heures a luisage de Rdme. (Paris) P. Pigouchet for S. Vostre (1501?). Vellum. Lettre batarde 
type with pictorial borders. 8^ x 5^ in. 10.12.56 
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cartnttoumc^r difojmlum paulufliortatut Tefttfenttn mikdeuf all 


quo die tccunr faintliart fiducia coUocjui merui. cuinfcu uifitaruli u* 
rJodreuTU adifW'monaflcruitn ita tedil^i; ftc imprelEirefuifti''-V ; 

meiftatn alto corJtfnofhrt fttiu reconditurut dt61u facile non (it 
maduerti cjutppe inter fcrmanefnoflrorejcvmuitn ititeliuiuCe pict« 
afftAum cjui te inttt longe ueneratitiorcm rcddtdttr ^aur um/ 
ra regtuf^' tHeapparatuf C^mdnt*'Sunrenimiftainortalia ;r*r 'a»> • 
infkcuta tUa uo rnimertalifertr irntnortalefcj: conflmnranv.toi •'f 

Itcer otnnefui fuedarttatifittuftrer nefcio pa^ tatneti gratiuAn i 
etuccr cjtu cdfioredignitatifapice preditt lUi inl^erenT cjcteraat -oix 
tUuifanxn*e nc^eunt ata: dc5fptcmnr 3cttutn efV tttiid dtutn/ uc 
ctforaculum Ego wnorantcTrne Inniortficate ftacp urarnorirneoa!? 
cjua ^nartelatiflacercm otic|: cuiTnultuni detco fomenta fugrge»'«. 
rem aa colendamtoto ammo ur infKtuifti ptetatem tnunuf^Uir t 
tncrentoli tnei ad te tnifi • titdlofcj: treffummi ac fan^fTtmi uiri lotai 
if ^ryfbfh>tm cut atorattoneaurea cognomen flu?ctr noimni tuo c!e 
dicaut cjuo tn opere' uir lUe'^tmvufutrefomnefm^^nu e^cerit ut a> 


4. John, Chrysostom, Saint. Ad Stagirium. MS. on vellum. Italy, 15th century, 2nd half. Humamst 
calligraphy with illuminated initial. 12 x 84 in.* A.L.2084-1903 
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INUMII MAKi^tLLl PERIPATETICl TIBVR 
TICENSIS COMPENDIOSA DOCTRINAAD 
FILIVM DE PROPRIETATE SERMONVM* 

ENIVM EST TEDIVM ET 

odiu dicflii a fenecflute: ^ fenes oni 
nibus odio^int tedio. Carahus in 
Epheftione: Tii i fenecftute hoc de^ 
puto mifernmu fen tire ease tate:eu 
ipfii efleodiofii alteri.Na state ma 
lafenettuteueteresdixert^ Plautus 
in Menschmis: Cdfitus fu fened:u 
gcro corpusmires fliquereiut stas mala c:mors 
mala e ergo, Aeftius in Amphitr. An mala state mauis male 
muldtari exemplis omnibus fTurpilius i Philopatro:Mire'' 
ru putoifi ctia iRuc admala statemacceffit mali.Pacuuius 
1 PenboeaiParu eft ^ tc stas male habetmi etia hie ad mala 
sutem adiungas cruciatu rehcenti, Affranius i Vopirco:Si 
poffent hoics delinimentis capitdes haberent nuc amatores 
• Aetas etiam corpus teneru 6C morigeraho : haec funt 
formofarum mulieru • Mala seas nulla delinimeca 
inuenit,Bonam statem quoqj didmus adolefcentia uel iu^ 
uentutem. Marcus Tullius de feneeftute; Quod fi ipfis uo^ 
luptatibus bona stas fruiturilibcndus primu paruulis frui 
tur rebus. Nam prudentiffimenofter Maro diem partiens 
primas partes:quafi eius statem puberem meliore dixit no 
no libroiNunc adeo melionquoniam pars adla diei eft.Se^ 
nium ipfum pofitum.Sic Titinnius i VelitemaiQuod pe^ 
tiflenia Sc iurgia fefemet diebus emigrarut. Neuius in gaP 
linaria: Operequsaeftor cantor curforfenium fonticum* 
A(ftius in Epinaufimache.Mors aid fubigit:quod mihi e fe 
niu multo acemmu.Pdponius i prsconepofteriorciCaluc 
nudum nobis difpare diuifum huic feni feniu SC 



5. Nonius Marcellus. Compendiosa doctrina. Venice, N. Jenson, 1476. Venetian roman type with 
illuminated initial and heraldic ornament. loj x 7 in. 26.10.71 







infignofirtno(l3nific^ct*f*anno3:fiinbicoj:poieO‘y*menfc®. £t fi > 
afpUcafTst fic bijciflet mfirmatn infra bics totibej ma^iturain: cconncrfo H 
in loco J S fni(fet.0ac!lio foict be aliq malicre file geniis, Si f> be patre 
be ftUo.fi © berege.fi $ in feptimo be fponfalicijo. O in bie eft mafcul’ 
in noctcfcmina. > econtra.Si 4^fitr cflet in nona queftio efiet be fomnio. 
Si c? in feptimo be contrauerfiia.C[£t‘Rafis qucc^vibensba^^c %wram 
aitXum vibercm oiiens fcminimiint bominum ciits femininu 5 in femi^ 
inno:be femina queftioncm foie planum erat.£t aim bfts bomini oiicmC 
eflfct in fejrta ipfa fQ > 2 in bomo fratmm a q^Ucans feparata a ff qui erat 
in qrto qd eft parentnmtfdui q? be matre: quia 5 maircs funt: ct quia bno 
fejcte be fejrta afplicabatunfirmamefie fciui:ct quia ai^feparabatur cuiu# 
eft nojra-T $ aipUcat conftitit illamfoie fananbl:t quia inter tranftatione 
erant- f *grabu8 1 ftebac tranftatio be figno mobili: fcitti qd fignatit 

erat in>f •bid?tss fieri bebebat. 


jCompilatio Xeupolbi bucatus 2111/ 
ftric mil be aftrommfcietia: explicit 
feliciter.£rl?arbi ratboit r^ugiiften. 
viri folertistejcimia inbiiftria -i mira 
imp 2 imenbiaite:qua nup veneciis 
nimcaugufte vinbelicomm erceUit 
noiinn3tiirimu0.0Lmnto ^bue 
nuani.i^b.cccc.I)C]C]a]c.cuiTentc. 

Xaiiobeo^ 


6. Leopold, of Austria. Compilatio de astrorum sekntia. Augsburg, E. Ratdolt, 1489. Rotunda 
type. Final page with colophon. 7^ x 5^ in. 8.12.66 




P.CSfiJiUimhlDros AppianiTopbifc^ Alcxandnni ai Nico^ 
laum<|umtu iuiTiniu pontificcm Prgtatio incipicfehcifTime. 

Ppiani Alexandnni biflona feu tie^ 
ceiTJ mcumifeuteniporu im'quitace 
deperdita: di ueluct longo poltli mi^ 
nio ad nos redeunte opdmerac maxi 
me potiTex Nicolae quinte tuo nucu 
cuoc^ impeiio c gi'?ca latinam facere 
inftitui/ ut non modo apud nofcros 
nota efTet feduhcas mei obl'equij: fed 
ad pofteros quoc^ uiitutis tug fama 






tranlirec.Quid enim dignius tuis mentis impendi potelbq ut 
ij: qui in lequenti guo bgc aliquando Icgent cu m gdificioruni 
magnitudinem omatu intuebunc: qu? gtate noftra tuo aufpi^ 
do confcda funt/ te Nicolau eum eife intelligantrqui no md 
norem in rccuperandis hbris/ q m reftituendis moembus buic 
urbi adbibuenscutam. 5t|)fedo licet ilia prgclara: dc magna 

fint.'qligmanu 6cattcconftant: &aplunnnsfummoingenio 
diligentia 9 parantur/pf§rtantioratamen babenda crunt: qug 
ftudijs adiunda/ monumcntis quocjferuaqprlitterafu. Itac^ 
qui Pern Bafilicg contiguam domum admiran t a te ftmdam 
quadratolapide.* quiHadnam molem uiciflim reftituta; qui 
deorutcmplu ab Agrippaconditu atefufFedu ^tatenoiha : 
qui plura alia bteui celTura uetuftati ni tua caritas admouiUet 
pias manus/ eoldequoc^ admiraricSueniet totilluftres libros 
ad nos tua opera tradudos egr^cis:nectuam lapientia nomen 
dignitat^ comemorationelaudis lug immunes prgterire: etli 
non buius tempns efle putem uirtutes tuas clegantion ftilo 
debitas in mediu proferre hoc folu dixerim te bis rebus gefris 
adecutum ut uerus pr^ful dignillimus pnnceps babeiere.Sed 
ut ad Appianu redeam Ooleo equide iumme pater bis i libris 




7. Appian, of Alexandria. Historia romana. Venice, B. Pictor, E. Ratdolt, P. Loslein, 1477. Venetian 
roman type with woodcut decorative initial and border. 11x8 in.* 695-1894 





































cumrcIigiofotripudioplaudendo&iubilaflido.Qualccrano le Nym- 
phe Amadryadc,6£ agli rcdolcnti fiori Ic Hymcnide, riuircntc, falicndo 
iocundcdinand&daaualuqjkto del florco Vcrtunno nellafron 

tcdcpurpiirantcdcni^’ncrofc,cuinclgrcmiopieniodc odorifcri 8c fpc^ 
d:atifliini fiori,amand kftagioncdcl lanofo Aricte, Scdendo ouante fo- 
pra uiu ucterrima Vcha,daquatro cornigcri Fauni rirata,Inuinculad dc 
(IrophiedenouclIcfrondc.Cumlariiaainata dc bclliffima moglic Po¬ 
mona coronatadcfmcri cum omatodcfluodcglibi6diflimicapigli,pa 
rea cUo fcdete,8ca gli pedi dcilaquale una co^ilia Clcprydria iaceua.ncl 
Ic mane tenentc unaftipatacopia dc fiori 3c maturad firudi cum imixta 
fogliatura.PrafCcdcccla Vchaaglitrahaid Fauni propinqj ducfbrmofc 
NymphcaMgnanc^Vnacuunohaftilc T rophapogcruk,dcLigoni.Bi 
dcndtfarculif k&Ictonttri ,cu una p pend^ tabcllaabacacutaledtuIo » 



INTEGERRIMAM CORPOR. VALITVD1NEM,ET 
STABILE ROB VR,C AST ASQYE MEMSAR. DELI 
TIAS. ET BE AT AM ANIMI SECVRITA 
TEMCVLTORIB.M.OFFERO* 

.m iiii 




8. CoLONNA, F. Poliphili hypnerotomachia. (Venice, A. Manutius, 1499). Roman type cut by F. GrifFo 
with woodcut illustration, ii^ x 8 in. 1041-1886 



































Au dedans dc CCS prezfctrouuoitvne multitude infiniede peuple cham- 
peftre,tcl queic n auoieiamais accouftumedc vcoir.ll me fembla veflu rufti- 
qucmcnt,dcpcauxdeDains,Cheureulz,Onccs,& Leopardz. Certains au- 
tres cftoient accouftrcz de fcuilles dc Bardane,Piilopate,Mixe,ou Sebeftcn, 
cnfemble dc la grand Farfuge. Lcurs brodequins cftoient de Parelle, & d’O- 
2 eilIc,bordez de fleurs,pourautant quilz folennifoicnt vnc fcfte auec les 
'NymphesHamadryades,arcntourde Vertumnus,qui auoitvn chapeau de 
Rofes,& fon giron plein de fleurettes. Aupres de luy eftoit fa Pomona,coron- 
neede fruitage,Icscheueuxpendans furfcsefpaules; tons deux afliz cn vn 
chariot de triumphe,tire a traicftzde rameaux & feuillagcs,par quatre grans. 
Faunes cornuz. A leurs piedz y aupit vnc Chatepleurc:& Pomona tenoit en 
fa main vnecome dabondancc,plcine de fcuilles & dc frui6lz.Au deuant 
du chariot alloicnt deux belles Nymphes portcnfeigncs,rvncaiant enfa de- 
uife des fers de charuc,marres,hoyaulx,faulx,fauciIIcs,fleaux,pelles,&: autres 
inftrurnes dc labeur,tous pendasau bout dVne lace. En I’autre y auoit ne fcay 
quclzgreffcs oureicttons,auec vnc petite ferpe,& vn tableau ou eftoit cfcripC 
ce qui fenfuyt: 

INTEGERRIMAM CORPORVM VALETVDINEM, 
ET STABILE ROBVR, CASTASQVE MENS A- 
RVM DELICIAS, ET BEATAM ANIMI SECV- 
RITATEM CVLTORIBVS MEIS OFFERO. 

M 




9. CoLONNA, F. Hypnerotomachie, ou discours du songe de Poliphile. Paris, J. Kerver, 1546. Garamond 
roman type with woodcut illustration. 12^ x 7I in. 2503-1905 





















a patielpom i^a^iot bu p:clmm6antlU6iam bcttiou^ 
rant fm fe pent noff te IDame/a fenftignt be fa (Safktj apant (a 0oii^ 
(a $tant (m bu pa^apejau feeonSpifiKer* 


10. France. Le mirouer historial de France. Paris (P. Vidoue) for G. du Pre, 1516. Lettre batarde type 
with woodcut calligraphic initial ornamented with a grotesque face, and printer’s mark, ii X 7 in. 

177-1893 






















B 0reumopu6re00liump2tufle0|o2utndutm 
ti0ctre0tii Balentiecum^ifto^mcrifhamfn 
mi lRe0i8 Jacobi ipfiu 6 p:imi pqutllaro^is 


II. Valencia. Aureum opus. (Valencia, D. de Gumiel, 1515). Imperfect copy. Rotunda type with 
woodcut device of the arms of the Kingdom of Valencia. 12 J x in. 1403-1890 

















arLTjnruTAPJiarjHi-ii'i; innj^fv€“ifinRnh^^^ iLi-uirinj^fi.~ 


lO. F ROB ENI VS PIO 
LECTORI S, D» 

DIV I Hilari) Pi(5lauoru cp{ 
icopi lucubrationcs per Erafmu 
Roterodamum no medioenbus 
fudoribus emendatas, fortnulis 
no{his>opera^ noflra^quantum 
l(cuit,omauimus.Priorc sedido/ 
nem no daninamus>(ed quid in/ 
terfit, ipfc cognofccs ex coUatio<^ 
nc> Icdtor opcime, (imul^ uale/ 
bis*Catalogum repenes in proxi 
tnapagelia* 

In ofb'cina Frobeniana apud 
indytam Baiiieam» Anno,M*D* 
xxiiLmenfe Febn 


DlONTgiS 


LEOPATRA* 


12. Hilary, Saint, Bishop of Poitiers. Lucubrationcs. Basel, J. Froben, 1523. Clements Collection. Roman 
type with architectural border designed by H. Holbein the Younger. 12 x yi in. L.1486-1948 














































micodeflnfcn^pDi# 

dirkbtebnoe 


^dI^orcmSaj)Wcum 


cutnGficotiicot 

Saxotmm dicof fpcculum|Icgcna 
Leges<^ara<| tribuo^ 
Saxonum lingua loquor^pfcSaxo 
Per me ima Icgct fua# 


4 . 


13. Saxony. Sassenspegel. (Augsburg, S. Othmer, 1516). Rotunda and roman types; decorative border 
designed by D. Hopfer. 12 X 8 in. 7.6.65 


















® tjtttttwbtwsnwm wolrf m't 
t»»)t 5rn (pt 

JEtfenPcauecrfrtrm^utP^ 
^^a$|p{)£rSn(r£tt)tt>crctiP^ 

(ptmt* liefcn fwj) o!anitt^,m f 
^^efc^wtkntwrum^ (ic^ (we 
SSiWfwsa^maBtnNw^fofe 
^^a(]^9m?t«|^ia«pwt>r0re 
£et»r&rtW(:^^(t>fltcnpi5mtw 


'D 


gafi9amw(bf(§frtc^lf)<mc 
rprac§ diTfctn ^rpa 
^^Ds»ttitttmcffpn»(@ npcmotttxfofec^rtubcn 

foit^biinlMrmtmawm 

mtc|nic®m 

^©)awtt^tr{»afptl^rtt)et^at 
tjoranctijun |ic^ orat 

f 4lo fc^motim 

COcntocgcn-gtprr^amgmim 





14. Pfintzing, M. Thcuerdank. Nuremberg, H. Schonsperger, 1517. Fraktur type with unusually 
large flourishes. 14I x 10 in. 14.12.77 





15- Fine, O. Qeometricorum elcmentorum Euclidis demonstrationes. Paris, S. de Colines, 1544 - Garamond 
roman type with printers’ flowers (petits fcrs); decorative border perhaps designed by Fine and similar 
to the border in Paciolo, L. - Summa de arithmetica, Venice, P. de Paganinis, 1494. 12 x 8 in. .925-1890 















nc^ far Jetiiere^Sr fmhlera ^utl^ foientapujey m arricre, jui 
cauferoitorande di^ormite aux educes. 
f[Et ejlla raifon que ks antiques ajji^neret four fake ajfeok 
obliquementdefdtSles pieces .Car ilj dient que les lignesM^ 
fuales qui fembk de IpeilyComprenas quelcunesdefdiSiespieces,. 

nt font pas efgaU 
les . Et ala^erite 
lali^ne qui tomhe 
fur la piece qui ejl 
colloquee en hauk 
efl trap ^us ^an-' 
de que cellequi to- 
he es parties plus 
prochaines de loeil 
quicaufe larepre- 
Jentation ohfique 
en lorganeMfuaL 
^ par (unji quant 
le front ou plaint 
dune piece fauan- 
ce contre loeil, les 
UgnesMfuales en 
font plusracorcies 
&‘enredetlayfii 
j^us efalleen iu- 
gemet, queji elks 
efoiet droi^emet 
coflitues. La raifo 
de faire tclitur lef 



i6. Vitruvius Pollio, M. Raison darchitecture antique. Paris, S. de Colincs, 1539- Italic type based 
on Arrighi’s italic with woodcut illustration. 9 x 6 in. 1663-1887 





























mucnit cos dormicntes:& dicit P ctro ♦ 
Sic no potuiftis vnahora vigilare mc^ 
lj a cum^Vigdatc, & orate vt non intrctis 

J f-^: ill tentationem»fpirirus quidem prom 
* /j ptus eft: caro autem infi'rma ♦ Itcrum 
fccundo abijti 8c orauit,diccns. Pater 
fx mi, fi no poteft hie Calix tranfirc nU 
I ft bibam ilium: fiat voluntas tua »Et 
I venit, Sc itcrum iniicnit cos dormicn= 
tes ♦crant cnimoculi corum grauati. 
V >,7 i Et relidis illis itcrum abi) t, SC oraujt 
! tcrtio,cundcm fermoncmdiccns* Tuc 
^ Difcipulos fuos, & dicit illis. 

' ' I D ormite iam 8c requiefeite. Ecce aps 
' propinquauit hora, 8C Filiushominis 
j tradetur in manus pcccatorum. Surgi 
tc, eamus: ecce appropinquauit qui 
metradet. Adhuc co loquente, ecce 
^ ludas vn^de Duodecim venit,& cu co 
Vv'F turba multa cu gladijs 8c fuftibus.mifr 
fi a Principibus Sacerdotum 6c fenio?^ 
JtJ‘ ribus populi.Qiii autem tradidit cum, 
- dedit illis lignum,diccns. Quemeunq; 

I ofculatusfiicro,ipfecft:tcnct 0 cum.Et 
confeftim accedens ad lefum, dixit ♦ 
C ^ Auc Rabbi. Etofculat’ eft cu.D ixitq; 
illi Icfus.Amice, ad qiiidvenifti^ Tuc 
acccfferimt , manus inicccrunt in 
I efum,Sc tcnucrunt eu.Et ccccvnus ex 
his qui crant cum Icfu,extcndcns ma^ 


n. . 

r j' 


iSid'f 


^rfi, 

111 

V'r 







X, 

IS® 



17. Horae. Horae in laude beatiss. virginis Marine, Ad usum Romanum. Paris, G. Tory, 
1531. Pre-Garamond roman type; decorative borders designed by Tory, yj X 5 in. 

T.1402-1933 





































livre premier de 

Comme Poliaencores incogneue 

A POLIPHILE.LVY MONSTRE LES lEVNES HOM- 
mes Icspuccllcs ejui aymerent au temps iadis,0‘ cn paredfurent aymecs 
dcs dtcHxipuis Iny fcitucoirlcs Voctes chantans leurs 
pocjies immortelcs 

Peine pourroic on trouuer clocjuencc tant prom- 
ptc fi faconde feujft fuffilante a fpeciner di- 

ftindement tons ces diuins fecretz &; myfleres, 
donner a entendre par queic prouidcnce ilz font 
conduid2,ny pareillement exprimer la gIoire,fe- 
Iicite,& beatitude affluenteen ces quairc trium- 
phes, accompagnez de beaux ieuncs hommes,&: 
Nymphes gracicufesjplus cautes & prudentes en 
routes choles,que leur ieunc aage ne ponoit. Ces 
belles palToicnt le temps ioyeuiement auec leurs 
amys eftans cn la fleur de leur premiere icunellcrtclemet que les aucuns eftoiet 
encores Ians barbe,lcsautres nemonftroient quele petit poll follet rellcmblat 
a cotton delie.Plufieurs des Nymphes auoient leurs flambeaux allumez,quil 
faifoit merueilleuremet bon vcoir.Il y cn auoit vn grad nombre de veftues de 
chappes,charublcs,&orncmensde religion. Quelques autres portoient des 
lances ou pendoient certains trophees ou delpouilles antiques: & clieminoid 
pcflemcflcentroupe,ainfl que chacun fetrouuoit. Le bruyt,le cry, les voix 
dcs perfonnages, & le Ton des inftrumes, haultzbois, cors, trompes, buccines 
& chalcmieSjcftoicnt fi grans,quil fembloitqucrairfe deuft fendre.En celieu 
de fclicitc viuoient les bicnhcureux en tout foulas & plaifir,glorifias les dieux, 
& fuyuant les tnumphcs,p3rmy les beaux champs diaprcz dc verdure & dc 
fleursde routes les colcurs,odcurs,&fauciirs qu’iltft poflible imaginer, plus 
aromati fames que routes les fortes d’elpices que nature fauroitproduire, voire 
(certes)plus belles q niillepeindurci&fansiamaiseftrefeichees du Soicihear 
toufioursy eft leprintemps fans varicr,Ieiour fans anuytcr,& la faifon tran- 

3 uille & temperee. Auflitout y croift fans labeiir,& fy engendre par la bonte 
e la terre,au moien de la benignite de fair: & demeuret les fruidz,Ies herbes, 
& les fleurs,inceflammd en leur perfedion de bont6,bcaultc, fentcur, & ver¬ 
dure,fins fleftrir ny fecher cn aucunc maniere.Iamais n y a doulcur nymala- 
die,deuiJ,roucy,meIacholie, fafeherie ny dcfplaifir. C’cft l habitatiodc perfe- 
de beatitude,dcputec pour ceux qui feruent les dieux a leur contcniemcnt.La 
eftoit la belle Calyfto d’Arcadie,fiIledeLycao. Antiopcfillcde Nydcus,fcm- 
mcdeLycus,& mercd’Amphionle muficien.Afterie fillcde Ceus le Titan, 
Alcumena auec fes deux mariz,rvnvray,&rautrc fuppofe. Puis la belle Eri- 
gonc,qui auoit foil gyron plein de raifins. Helle y eftoit encores montee fur le 
moutoa la toy fon cfor.Lon y pouuoit veoir Eurydicc que leferpent mordoit 
ail tallon. Phylira fillc du vieil Ocean,& femme dc Chiron le Centaure, y te- 

noit 


i8. CoLONNA, F. Hypncrotomachic, ou discours du sottqe de Poliphilc. Paris, J. Kerver, 1546. Garamond 
roman type, and italic type copied from the Aldine italic, with arabesque initial. 12^ X 7^ in. 



2503-1905 
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19. Le Maire, J. Les illustrations de Gaule . . . Avec la couronne Mar^aritique, etc. Lyons, J. de Tournes, 
1549. Garamond roman and Granjon italic types with arabesque border. 12 x 8 in. 1728-1887 
















A L Y O N 

PAR IAN DE TOVRNES 
M. D. L VTT. 


' 20. Bible. Ld Sainte Bible. Lyons, J. de Toumes, 1557. Garamond roman ty^pe with printers’ flower 

I (petit fer) and printer’s mark. 14 x gi in. 5 - 3-69 
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A MONSIGNEVR ANNE* 


DVC DE MONTMORENCI. 

^er & Connefiahle de France. 

% 

Onsignevr, en continuant made- 
duAion FrancoiCe dc THiftoirc gcnerale 
des Gaules &: du Royaume de France, 
aprcs qu il a pleu a la magefte du Roy me 
retenir pour fon Hiftoriographe, par la 
prelentation de Monfigneur le Cardinal 
de Chaftillon, voftre ncueu,le bonfup- 
port de vous &: des voftres m’a tellcmenc 
aide a vaqucr a cefte mienc charge, que 
icufl'e peu maintenant monftrer quelque 
ce : n euft cftc que m’y eftant grande- 
ment ferui de ce que Mefl'ire Ichan Froiflart en a efcrit, & neantmoins 
I’ayant trouuc trop miferablement corrompu par le commun malheur 
des autres liures, route raifon m’a commando de ne luy eftre moins fe- 
courable, que i ay par-auant cftc a Maiftre Nicole Gillcs, en fes Annales 
de France, & au Signeur d’Argenton, fur les Mcmoires de i Hiftoire dc 
fon temps. A quoy faire me luis de tant plus-volonticrs empleye, que 
ie lay veu prendre (a principale narration fur le commencement du re- 
gne dc ce grand Co^ptePhilippe, premier Roy de France en la trefillu- 
ftre maifon de Valois, & qu’entre ceiix, quiluy aiderent vaillamment a 
dcffendrela poflelsion de Ion Royaume contre Edouard d’Angletcrre, 
troifieme du nom,foy difantaufsi Roy de France, par fa mere, foeur de 
trois Rois prccedens & confcquutifs, il y fait fbuuent fort-honnorablc 
mention du preux & hardi Cheualier Charles de Montmorenci,Maief- 
chal de France, I'un de voz peres & prcdeceffeurs. Il vous plairra done, 
Monfigncur, auouer ce mienlabeur, & permettre que le prefent Volu¬ 
me, tefmoignage de I’humble deuotion que ie vous porte, fe puifle pre- 
fentcr a vollre rieureux & pacifique rctour, pour ellre bien-toft-apres 
fuyui de trois autres fes compaignons, defia tous achemines a donner 
plaifir Sc profit au public, fous Tautorite de voftre grandeur: que Dieu 
vueillc maintenir en route profperitexomme I’en fupplie Screquiert vo¬ 
ftre trcshumble & trefobeiffant feruiteur 

Denis Savvage. 


21. Froissart, J. Cronique. Vol. I. Lyons, J. de Toumes, 1559. Garamond roman type with arabesque 
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melkrdm mkmlkinfiim&tHktirndturthfomUrMfm^ttef4y stOrtfiUddktm 
jemblMcni ,Jmrks ^metres du Si^tewr d^yir^ott , 0» jehn ^ue psr 

uoBre MmotMtdoH M.O*quelqmsdutres , qm^oMipQmmn$fatu^irt:cotnme 
i *gjh^re quekreSie >om contentera femhlablement en ee , qui fourroit reqmrir 
HoSire diligtnct, LdqueUe ie >om pm prendre engrd^pendMt qite ie 
Ufihe , de mieux en mkux , ^ reptndre A U honne option , qne 
yous ont pen fiUre conceuoirde moy mes lahettrs precedem, 

O* , en dceompUJpmt mes promejjes , donner fin J ceuure 
de pltu-lon^ trmtte .* sUnfique i 'efierefaire de briefs 
fin fiuteurdenoBre ndfion Franfotfi,moyenan$ 

Vaide du Tout-pmfiant: qui nous J^steille 
Unir en fit fiUnPh ^dce. Lion, 

cepremier iourdeVan, 15 59* 
eommenceanf U Cir^ 
concifion de nofhe 
Sduumr, 

* 
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DE LE MEDAGLIE 
dc piu illiiflri, & famod Juio- 
mini &c donne , dal principio 
del Mondo inlino al prefente 
tempo , con le lor vice incom- 
pendio raccolte. 

PJRTE P RIM A. 

Seconda editihne , mlia qmk fmo 
Agknti i ferfinnagp wfh 
gnt dop i Id pima. 



*'ii I !»: <>• 
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(^^SS) 

Oewres 

DE Pierre 

DE RONSARD 

Gentiimomme 

VandosmoisH^n^ 

CE D£S POBT^S 
FnAugais'. 


Qfmnmtm^ 


A Paris, 
Nicola<s Bvon 
rue S'Jacmies a ihtfei 
^ne S. Cmid£ etde 
/ 'Homnie^ faiuuyo. 


•Auee pimme /iulP^. 
M. DC. xxin. 


L pmtliei^Jcaip. 
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NO BIL IS SI MO ^GR AFISSIMO 
V I R O 

D. PAULO VOET 
VAN WINSSEN. 

Civitatis Vltrajedina viro Confulari , ad 
Celftffmorum ^ ‘Potentiffimorum fader ati Bel 
git T). D. Ordinum Generalium confejjum oltm 
delegate , nunc vero lUuJirihm ^ Potentibus 
Dioecefeos UltrajeQinee P). P>. Ordinibm a fa 
cretis. 

Oli Critica, quse typis noftris non ita 
pridem defcripfimus, {imvilrvmy(st<p»>i 
noftri limen liberaverant, e loco, 
quod materix dignitate, & fcriptoris 
gravitate ilia exciperet, & in quo, li- 
teratoorbiutprodeflemus, curam, 
ftudium, lumptuscollocaremus, parabamus , medi- 
tabamur. Cum vero NobiliJJime £5* Graviffime Fir 
ad omnes nos verlaviffemus cogitationes, communi- 
bus calculis virum incomparabilem Claudium Salma- 
fium, illiufqueExercitationes in SolinumPlinianas, 
quas vel nuujuam, vel in celeberrimorum duntaxat 
bibliopolarum tabemis inveniri , & ab artium & 
fcientiarum cultoribus tanti, ut nullo pretio etiam 
minus lalubrilibi extorqueri finant qui habent, & 
qui non habent emendo infaniant, fieri probe nove- 
ramus, elegimus, & emunftioris naris literatis in con- 
filium adhibitis prxlo fiibj icere, illarumc^ue novam 
editionem adornare decrevimus. All quia curx po- 
fteriores prioribus meliores efle, & cum recuduntur, 
nitidiores & politiores, dum quod in prioribus defi- 

* 2 dcra- 
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Two Lines Great Primer. 

Quoulque tandem 
abutere, Catilina, 
patientia noftra ? 
quamdiu nos etiam 

S^uoujque tandem a- 
butere^ Catilina^ pa¬ 
tientia noftra? quam¬ 
diu nos etiam furor 
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^ f34 

I 

CORALE 

Quousque tandem 
abutere, Catilina, 
patientia nostra? 
quamdiu etiam fu¬ 
ror iste tuns nos 
eludet? quern ad 
finem sese effre- 

GRAV1NA~^ 
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LXVIII. 

66 



I 


GROS-PARANGON. 

L’homme croit 
fouvent fe con- 
duire , lorfqu’il 
eft conduit; & 
pendant que par 
fon efprit il tend 
a un point, fon 
ccEur I’entraine 
infenftblementa 
un autre. 






30. Fournier, P. S., le jeune. Manuel typographique. Vol. II. Paris, P. S. Fournier 
and J. Barbou, 1766. Transitional roman and italic types with border composed of 
printers’ flowers, all designed and cut by Fournier. 7 x 4^ in. 2449-1886 













1 $: 
'■''v ; 




MANUEL 

TYPOGRAPHIQUE, 

UTILE 

AUX GENS DE LETTRES, 
& a ceux qui exercent hs dif~ 
fermtes partks dc I'Art 
dc I'Imprimttic. 

Par F o u R N 11R, Ic jcunc. 


TOME II, 

A PARIS, 

Chez I’Auteur, rue des Poftes. 
J. Barbou, rue des Mathurins. 

-«- ,g . 

M. DCC. LXVI. 
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D. JUNII 

JUVENALIS 


A U L I 

PERSII FLACCI 

SATYR AE. 


B I R M I X G H A M I AE: 

Typis JOHANNIS BASKERVILLE. 

M DCG LXI. 
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S A T Y R A III. 


UmbritiOy ob fajiidia et incommoda Urbis Cumas pe- 


tenti, gratulatur. 



U AM VIS digreffu veteris confufus amici, 
Laudo tamen vacuis quod fedem figere Cumis 


Deftinet, atque unum civem donare fibyllx. 

Janua Bajarum eft, et gratumlitus amoeni 
Seceftus. Ego vel Prochytam praepono Subura. 
Nam quid tarn miferum, tarn folum vidimus, ut non 
Deterius credas horrere incendia, lapfus 
Tedomm afliduos, ac mille pericula faevje 
Urbis, et Augufto rccitantes menfe poetas? 

Sed dum tota domus rheda componitur una, 
Subftitit ad veteres arcus, madidamque Capenam: 
Hie, ubi nodurnae Numa conftituebat amicae. 

Nunc facri fontis nemus, et delubra locantur 
Judaeis, quorum cophinus, foenumque fupellex. 
Omnis enim populo mercedem pendere jufta eft 
Arbor, et ejedis mendicat filva Camcenis. 

In valiem Egeriae defeendimus, et fpeliincas 


DilTimiles 


33 - Juvenal, D. J., and Persius Flaccus, A. Satyrae. Birmingham, J. Baskerville, 1761. Clements 
Collection. Transitional roman and italic types designed by Baskerville. ii x 8| in. L.1478-1948 










LA CONJURACION 

DE CATILINA 


P O R 

CAYO SJLUSTIO'CRISPO. 


VST A cosa es qiie los Itombres , qtie de-- 
sean aventajarse a los demas vivim- 
tes j, procitren con el mayor empeno 
no pasar la vida en silencio como las 
hestias , a quienes natiiraleta ctnb in- 
clinadas a la tierra jq siervas de su vlentre. Niles'* 
tro "oigor iq facidtades consisten todas en el animo y 
el ciievp'o ' .* de este usamos mas p^ara el servicio ^ de 
aqiiel nos valernos para el mando : en lo urn somos 
igiiales a los Dloses y en lo otro a los briitos. For 



a SALLUSTII CRTSPI 

CATILINA. 


S MNis homines, qui sesestu¬ 
dent praestare ceteris ani- 
malibus , summa o{->e niti 
ne vitam silentio transeant. 


veluti pecora ; qiire natura prona, 
atque ventri obedientia finxit. Sed 
nostra omnis vis in animo et cor- 
pore sita est. Animi imperio, cor¬ 
poris servitio magis utimur. alte¬ 
ram nobis cum DSs, alterum cum 
belluis commune est. Quo mihi rec- 

A 


1 


i 


It 
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le cuiparole app7'esso recheremo^ 
si pub ritrarre, cliegligia da qual- 
che tempo stava intoi'no a cotal suo 
lavoro, e che non era quella lapri- 
ma fiata, che ne tenesse coll’amico 
ragionamento; ma o fossero altri 
pill gravi studii^ o piuttosto la ser- 
vitiij che prestava a quel fPrelato, 
pare cliei ne atiesse per lo spazio 
di due anni deposto il pensiere y 
poiche al 5 di decembre deiranno 
appresso alio stesso ^archi eb- 
be a dire: La mia Pastorale dorme, 
perche non ho tempo; ma penso di 
fuggire la scuola ® per un mese, 
e dargli la stretta. 8 qui, prima di 
passar oltre, aviiertir si vorra, che 
ihisonsignor ^Fontanini, comeche ab- 
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QUINTUS 


HORATIUS 

FLAG C us. 



PARISHS, 

IN AEDIBUS PALATINIS 

SCIENTIARUM ET ARTIUM, 

M. DCC. XCIX, HEIP. VIII, 

EXCUDEBAM PETRUS DIDOT, NATU MAJOR. 
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HORATII 

F L A C C I 

OPERA 


PARMAE 

IN AEDIBVS PALATINIS 

CIO ID CC LXXXXI. 

TYPIS BODONIANIS. 
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The chase I sing, hounds, and their various breed, 
And no less various use. O thou, great Prince! 
Whom Cambria’s towering hills proclaim their lord. 
Deign thou to hear my bold, instructive song. 
While grateful citizens, with pompous show. 

Rear the triumphal arch, rich with the exploits 
Of thy illustrious house; while virgins pave 
Thy way with flowers, and as the royal youth 
Passing they view, admire, and sigh in vain; 

While crowded theatres, too fondly proud 
Of their exotick minstrels, and shrill pipes. 

The price of manhood, hail thee with a song, 
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QlINTT 

HORATII FLACCl 

C4RMINI M 


LIBER PRIMES. 


ODE I. 

AD MAECEN/VTEM. 

M aecenis, atavis cditc regihiis, 

O et prapsidiiiHi ot dorus meiini! 

Sunt (jiios ciirrirido piilvereni Olymplcum 
Conh gissf iinat; iiuDufm* fervidis 
Evitata rotis, palmaqiio nohilts, 

T<*rrarum doininos cvcliil ad Dros: 
llune, si iiiohiliiini turlta Qniriliiiin 
Certat tcrgeiiiinis tollere lionorihus; 
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here begytinetb the bohein tituled 6racle9,and I 
also of Godefrey of Boloyne, the wbicbe epeh- 
etb of tbe conquest of tbe boly londe of lbe-| 
rusalem, conteynyng diueree warres andnobte 
faytee of Hrmes made in tbe same royamme, 
and in tbe con trees adiacent, and also many 
meruayllous werkes bapped and fallen, as wel 
on tbis syde, as in tbo partyes tbis tyme du- 
ryng, and bow tbe valyant due Godefrey of 
Boloyne conquerd with tbe swerd tbe sayd 
royamme, and was kynge there. 

■Cbe first ebapitre treatetb bow Grades con¬ 
querd perse& slewe Cosdroe, & brought in to 
Iherusalem tbe very crossc, capitulo primo ^ 

R6 Huncyent bystoryes sa-^ 
ye that Grades was a good 
crysten man,and gouemour 
of tbempyre of Rome, but 
in bis tyme jVlacbomet bad 
ben, wbicbe was messager 
of tbe deuil, and made tbe 
peple to vnderstonde that 



2 be was a propbete sente from our lorde. In tbe 
S tyme of Grades was tbe fals lawe of jVlacbo¬ 
met sowen and sprad abrode in many partyes 
of tboryent, &. namely in Hrabye, in so moebe 
tbattbepryncesoftbelondesyetwoldnotgyue 
faith to bis sectc that be preebid and taught, 
wbicbe is cursed and euyl, but be constrayned 
them by force and by swerd to, and alle their 
subgets to obeye to nis commandemens, and 
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IHEY'WHOTO STATES 
IaND 60VERNCMRS OF 

THE COMMONWEALTH DIRECTTHEIR 
SPEECH. HIGH COURT OF PARLAMENT. 
or wanting such accesse in a private condition, write 
that which they foresee may advance the publick 
good; I suppose them as at the beginning of no meane 
endeavour, not a little alter'd & mov'd inwardly in 
their mindes: Some with doubt of what will be the 
successe, others with feare of what will be the cen¬ 
sure; some with hope, others with confidence of what 
they have to speake. And me perhaps each of these 
dispositions, as the subject was whereon I enter'd, 
may have at other times variously affeded; & hkely 
might in these formost expressions now also disclose 
which of them sway'd most, but that the very at¬ 
tempt of this addresse thus made, and the thought of 
whom it hath recourse to, hath got the power within 
me to a passion, farre more welcome then incidental! 
to a Preface, Which though I stay not to confesse ere 
any aske, I shall be blamelesse, if it be no other, then 
the joy dc gratulation which it brings to .all who wish 
and promote their Countries liberty; whereof this 
whole Discourse propos'd will be a certaine testi¬ 
mony, if not a Trophey. For this is not the liberty 
which wee can hope, that no grievance ever should 
arise in the Commonwealth, that let no man in this 
8 
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PART I 

*49 Wyatt, 01549 Wyatt. 

Coming sergeant. 

^ Pick ’em up, pick ’em up—I ’ll stalk within yer chamber. 

Private Leg . . . sick. 

Private Ball . . . absent. 

’01 Ball, ’01 Ball, Ball of No. i. 

Where’s Ball, 25201 Ball—^you corporal, 

Ball of your section. 

Movement round and about the Commanding Officer. 

Bugler, will you sound ‘Orderly Sergeants*. 

A hurrying of feet from three companies converging on 
the little group apart where on horses sit the central com¬ 
mand. But from ‘B’ Company there is no such darting out. 
The Orderly Sergeant of ‘B’ is licking the stub end of his 
lead pencil; it divides a little his fairish moist moustache. 

Heavily jolting and side way jostling, the noise of liquid 
shaken in a small vessel by a regular jogging movement, a 
'V certain clinking ending in a shuffling of the feet sidelong 

—all clear and distinct in that silence peculiar to parade 
grounds and to refectories. The silence of a high order, 
full of peril in the breaking of it, like the coming on parade 
of John Ball. 

He settles between numbers 4 and 5 of the rear rank. 
It is as ineffectual as the ostrich in her sand. Captain Gwynn 
does not turn or move or give any sign. 

Have that man’s name taken if you please, Mr. Jenkins. 

Take that man’s name. Sergeant Snell. 

Take his name, corporal. 

Take his name take his number—charge him—^late on 
parade—the Battalion being paraded for overseas—^wam 
him for Company Office. 

Have you got his name Corporal Quilter. 

Temporary unpaid Lance-Corporal Aneirin Merddyn 
Lewis had somewhere in his Welsh depths a remembrance 
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XI 


kal« Auftttllung dM R«cht 
•ckM di* Ruh«, dM QIttich 
g«wichtd«rDualitMt: das Uni 
varsums und das individu 

urns. MONDRIAN 


plastician obtlant Is laranqull- 
IIM, rdquillbra da la dualltA: 
I’unlvars at I'lndlvldu. 

MONBNIAN. 


MERZ 

Allas, was sin KOnstlar spuckt, 
1st KunSt aCNWITTBRS. 


MERZ 

Tout ca qua I’arttste eracha 
c*ast da I’art 

SCHWimNS. 


PROUN 

Proun 1st dia Umstalgastatlon 
von Malaral nachArchItaktur. 

UaSITXKY. 


PROOUN 

Prooun ast la station da 
changemant da paintura k 
LiaSITZKY. 


architactura. 


VERI8MUS 

Dar Varlst hdit sainam Zaitga- 

nossan dan Splagal vor dia 

Fratza. 

leh zalchnata und malts aus 
Widarspruch und varsuchta 
dutch mains Arbaltan diasa 
Walt davon zu Ubarzaugan, 
daB sis hMBIich, krank und 
varlogan 1st onosz. 


V^RISME 

La vArista tand la giaca da- 
vant la grimaca da sas con- 
tamporains. 

J'ai dassindat paint par oppo¬ 
sition at par mon travail J'ai 
assayd da eonvaincraca mon- 
da qu'li ast laid, maiada at 
hypocrita. anomt. 


KONSTRUKTIVISMUS 
Diasa KUnstlar sahan dia 
Walt dutch das Prisma dar 
Technik an. Sie woilan kaina 
Iliuslonan mit Farbe auf Lain- 
wand gaban und arbaltan di- 
rakt in Elsan, Holz, Glas. Dia 
Kurzsichtigan sahan darin 
nur dia Maschlna. Dar Kon- 
struktivismus bawaist daB 
die Granze zwischan Matha- 
matik und Kunst, zwischan 
ainam Kunstwark und alnar 
Erfindung dar Technik, nicht 
faststallbar ist 

ABSTRAKTER FILM 
So wla dia modarna Malaral 
und Plastik, filngt Jatzt auch 
dar Film an, sain spazifischas 
Matarlal: dia Bawagung und 
das Lleht auszubauan und 
zu gastaitan. 


CONSTRUCTIVI8ME 

Cas artistes ne volant la mon- 
da qu’A travars la prisma da 
la technique. Us na veulent 
donner aucuna Illusion avec 
da la coulaur sur da la toila, 
mais travallient directement 
sur far, bois, verre ate. Las 
myopes n’y volant qua la ma¬ 
chine. La constructivisme 
prouve qu’entre la mathA- 
matiqua at i’art, antra un ob- 
jet d’art at une invention 
technique las limites ne sont 
pas dAtarminables. 

FILM AB8TRAIT 

Tel qua la paintura at la plas- 
tlqua modarna la film aussi 
commence A dAployar at A 
former son matArlal spAcl- 
fiqua: la mouvamant at la 
lumlAra. 


plasdcian obtains b^nquil- 
llty. the balance of the dua¬ 
lity: univanMi and Individual. 

MONOaMN. 


MERZ 

All that artist spits Is nrt 

aCNWITTBRS. 


PROOUN 

Prooun is the station for 
change from paintura to ar¬ 
chitecture. ussrrzKY. 

VERI8M 

The varlst tends the looking- 
glass before die grimaca of 
his eontamporarlM. 

I draw and painted by oppo¬ 
sition and by my work triad 
to convince this world that It 
Is ugly, III and hypocrita. 

ONOSZ. 


CON8TRUCTIVI8M 

These artists look of the world 
through the prisma of technic. 
They don't want to give an 
illusion by the means of co¬ 
lours on canvas, but work 
directly In iron, wood, glass, 
a. o. The shortsighteds sea 
therein only the machine.. 
Constructivism proves that 
the limits between mathema¬ 
tics and art, between a work 
of art and a technical inven¬ 
tion are not to be fixed. 


AB8TRACT FILM 

Lika modern paintura and 
sculpture nowadays the film 
also begins to unfold and 
form Its specific material: 
movement and IlghL 
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